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EDITORIAL PRINCIPLES

The New Mozart Edition (NMA) provides for research

purposes a music text based on impeccable schigarsh

applied to all available sources — principally Madza
autographs — while at the same time serving thesee
of practising musicians. The NMA appears in 10 &eri
subdivided into 35 Work Groups:

I: Sacred Vocal Works (1-4)

II:  Theatrical Works (5-7)

lll:  Songs, Part-Songs, Canons (8-10)

IV: Orchestral Works (11-13)

V: Concertos (14-15)

VI:  Church Sonatas (16)

VII: Large Solo Instrument Ensembles (17-18)
VIIl: Chamber Music (19-23)

IX: Keyboard Music (24-27)

X:  Supplement (28-35)

For every volume of music a Critical
Commentary (Kritischer Bericht) in German is
available, in which the source situation,
readings or Mozart’s corrections are presentedalind
other special problems discussed.

Within the volumes and Work Groups the
completed works appear in their order of compasitio

Sketches, draughts and fragments are placed in an
Appendix at the end of the relevant volume. Sketche

etc. which cannot be assigned to a particular wouik,
only to a genre or group of works, generally appear
chronological order at the end of the final voluofe
the relevant Work Group. Where an identification
regarding genre is not possible, the sketchesagt.

published in Series X, Supplement (Work Group 30:

Studies, Sketches, Draughts, Fragments, Variowst L

compositions are mentioned in the relevant Critical

Commentary in German. Works of doubtful

authenticity appear in Series X (Work Group 29).
Works which are almost certainly spurious have not

been included.
Of the various versions of a work or part of
a work, that version has generally been chosemas t

basis for editing which is regarded as final and

definitive. Previous or alternative forms are refrced
in the Appendix.

The NMA uses the numbering of the
Kdchel Catalogue (KV); those numberings which diffe
in the third and expanded edition (K\r KV3?) are
given in brackets; occasional differing numberimgs
the sixth edition (KV) are indicated.

With the exception of work titles, entries in
the score margin,

variant

dates of composition and the

footnotes, all additions and completions in the iawu
volumes are indicated, for which the following seiee
applies: letters (words, dynamic markingssigns and
numbers in italics; principal notes, accidental$olee
principal notes, dashes, dots, fermatas, ornameerds
smaller rests (half notes, quarters, etc.) in sipaiit;
slurs and crescendo marks in broken lines; grace
ornamental notes in square brackets. An exceptor
the rule for numbers is the case of those group
triplets, sextuplets, etc. together, which are gbvin
italics, those added editorially in smaller priWi¢hole
measure rests missing in the source have b
completed tacitly.

The title of each work as well as th
specification in italics of the instruments andoas at
the beginning of each piece have been normalised,
disposition of the score follows today’s practidde
wording of the original titles and score dispositiare
provided in the Critical Commentary in German. Tl
original notation for transposing instruments hagrb
retained. C-clefs used in the sources have bedacesp
by modern clefs. Mozart always notated sing
occurring sixteenth, thirty-second notes etc. adss

through, (i.e. 7 ¥ instead ofﬁ'ﬁ); the notation
therefore does not distinguish between long or tsh
realisations. The NMA generally renders these il 1

modern notatior,@J ’ 'S_J etc.; if a grace note of this
kind should be interpreted ashort an additional

indication [ s given over the relevant grace not
Missing slurs at grace notes or grace note grogps
well as articulation signs on ornamental notes he
generally been added without comment. Dynan
markings are rendered in the modern form, eandp
instead offor: andpia:

The texts of vocal works have bee
adjusted following modern orthography. The reaidsat
of the bass continuo, in small print, is as a mutdy
provided for secco recitatives. For any editorial
departures from these guidelines refer to the agiev
Foreword and to the Critical Commentary in German

A comprehensive representation of tt
editorial guidelines for the NMA (3 version, 1962)
has been published Editionsrichtlinien musikalischer
Denkmaler und Gesamtausgabjérditorial Guidelines
for Musical Heritage and Complete Editions
Commissioned by the Gesellschaft flr Forschung ¢
edited by Georg von Dadelsen, Kassel etc., 1963,
99-129. Offprints of this as well as tBericht Gber die
Mitarbeitertagung und Kassel, 29. — 30. 198
published privately in 1984, can be obtained frdma t
Editorial Board of the NMA. The Editorial Board
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FOREWORD

In songs with piano accompaniment, Mozart reveaisaélf
in the field which is most typically his own: theseations
for voice show us essential Mozart, a dramatist kingy
within this most compact sphere. Even though theas no
plan in the way Mozart turned his caring attentiorsong,
he did apply his creative energies to this formirdyrall
phases of his life. He wrote his first song (todajraceable)
at the age of six or seven, and returned to theegan
irregular intervals up until his death. Mozart'snge were
usually composed in response to some concrete nexter
occasion, and even the first complete edition efsaungs by
Breitkopf & Hartel in 1799 termed them, as did fbarnal
Allgemeine Musikalische Zeitungf the same vyedr,
“Gelegenheits- und Gefélligkeitsstitkg" Pieces for
occasions and as favolfs- Mozart himself would have
seen these ingenious little genre pieces fesifdstiicke
[“Pieces for friend$ and would not have attributed any
great importance to them. This pattern is confirmmsd
Nissen, who describes Mozart'salfnost constant rapid
jotting dowri of these songd;later, Mozart’s sister Nannerl
could not remember her brother writing songs befot@4?
At the same time, theCobllection$ in which Mozart noted
poetry — such as the poekn Clo& — which appealed to him
and seemed suitable for possible setting on aduwacasion,
are an indication of his interest in the genre song

It is therefore not surprising that the source aitan for
Mozart's songs cannot be described as favourabliarde
number of the original song manuscripts were |dstha
latest shortly after Mozart's death. In the couréime, the
stock melted away, and, after the last heavy Idseight
song autographs around 1945, only six Mozart samdss
own hand are still extant \(fie ungltcklich bin ich nit
[*How unhappy am | ngtKV 147/1258 = No. 2 of the

present volumelL.obgesang auf die feierliche Johannisloge

[Song in praise of the solemn Johannis Lydgé 148/125
= No. 3,Lied zur GesellenreisgSong for a journeymas
traveld KV 468 = No. 11,Das Veilchen[The Viole} KV
476 = No. 15,Als Luise die Briefe ihres ungetreuen
Liebhabers verbrannt¢As Luise burned the letters of her

! Year 2 (1799/1800), column 87.

2 Mozart to his father, Paris, 9 July 1778, conageyhies
petits riens (Mozart, Briefe und Aufzeichnungebomplete
edition, ed. by the International Stiftung Mozartgeu
Salzburg, collected and elucidated by Wilhelm Au&aand
Otto Erich Deutsch, Volume Il, Kassel etc., 1962, K62,
p. 397, line 133). — Leopold Mozart also used tkression
“freundstick

® Georg Nikolaus von NisseBjographie W. A. Mozarts
Leipzig, 1828, Appendix, p. 144.

* Nannerl to Breitkopf & Hartel, St. Gilgen, 4 Augus99
(G. NottebohmMozartiang Leipzig, 1880, p. 136).

® Constanze to Breitkopf & Hartel, Vienna, 27 Novemb
1799 (H. AbertKonstanze Mozarts Briefe an Breitkopf &
Hartel in Leipzig in: Mozart-JahrbuchHll, 1929, p. 189).

unfaithful lovef KV 520 = No. 21,Das Traumbild[The
dream imagg KV 530 = No. 25), while the autographs c
three songs which have now been proved not to be
Wolfgang Mozart, KV 149 (12%, 150 (125 and 151
(125), have not been considered (more information bglo
For eight autographs formerly belonging to the Biars
State Library in Berlin and lost in 1945, it was least
possible to refer for the revision work for the g@et edition
to notes made earlier by the editor of this voluenggcsimile
(for the songDie kleine SpinnerifThe little spinning gifl
KV 531 = No. 26) and some photocopies (for the sdbey
Zauberer [The Magicianh KV 472 = No. 12, Die
Zufriedenheit[Contentment with text by Christian Felix
WeilRe, KV 473 = No. 13Qie betrogene WeliThe deceived
World] KV 474, measures 1-8 only, = No. 1@je kleine
SpinnerinKV 531 = No. 26). In addition, there is a comple
autograph notation of the vocal part only of areipblated
aria transmitted solely as a piano reductioAdh(“spiegarti,
oh Did" [*Ah! To explain to thee, oh Gfd KV
178/12%417 = Appendix No. 2 of the present volume), tt
autograph fragment of a songE{hsam bin ich, meine
Liebe [“1 am lonely, my lovg KV Appendix 26/47% =
Appendix No. 3) and the autograph sketch fragméraro
accompagnato-like song compositidagilfraltar, “O Calpe!
dir donnert's am FuBe[Gibraltar, “O Calpe! There is
thunder at your fe& KV Appendix 25/386 = Appendix
No. 4). — Amongst the autograph sources are indiutie
incipits of some songs written after 1784 in Mozawork
catalogue in his own hand: these played a rolesiarchining
the musical text of some of the sofigs.

The source situation is not less unsatisfactoryttercopies
and first and early printed editions of the sondsm
examination of more than 50 contemporary and earpies
and of later copies made for study purposes hasrsitioat
almost all copies can be traced back to the eanilytqul
editions or to autographs still available today asma:
therefore of only very limited value in the revisiovork.
Only in the cases of four of the songs are we dagrenon
copies as the sole transmission sources (for tbeGarman
sacred songs KV 343/336 No. 17, a and b, and the son
Die Zufriedenheitwith text by Johann Martin Miller, KV
349/ 367 in the version with mandoline accompaniment

® Wolfgang Amadé MozaryerzeichniiR aller meiner Werke
vom Monath Febrario 1784 bis Mondth.] 1 . .[Catalogue
of all my works from the month February 1784 te thonth
[...] 1. ], facsimile edition [2nd impression], with
explanatory bookleMozart's Catalogue of his Works 84—
1791, ed. Otto Erich Deutsch. — New York, no dagbp]
(1st impression: Vienna — Leipzig — Zurich — Londb@38).
— In addition, transcriptions of the dates, titesl incipits of
the songs KV 468 (= No. 855), KV 472-474 (= No. Béhd
KV 476 (= No. 870) irMozart, Briefe und Aufzeichnungen
Complete Edition (W. A. Bauer and O. E. Deutsch), a
above, in Volume Il (Kassel etc., 1963).
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No. 6/1 and Komm, liebe Zither, konminKV 351/367 = No.
7), while the impression given by two of these, K& 349
and 351, does not however inspire a great dearffdence.
In individual cases the secondary copies had toonsulted
as well. In a similar manner, the incipits of thendié
manuscript catalogues, that by André himself, asedy
his assistant Franz Gleissner and a third pregaretly by
André and Gleissnércan clarify doubtful readings.

There is also a relatively large number of origieditions of
Mozart songs: during his lifetime, at the presetattes of
knowledge, thirteen of his songs appeared in pOhthese,
nine were published by the following houses: Adafas
VeilchenKV 476 = No. 15,Das Lied der TrennungThe
song of partin KV 519 = No. 20,Abendempfindung an
Laura [Evening feelings to LaufaKV 523 = No. 22,An
Chloe [To Chloé¢ KV 524 = No. 23), Ignaz Alberti
(Sehnsucht nach dem Frihlinggearning for Spring KV
596 = No. 28Der Fruhling [Sprind KV 597 = No. 29,Das
Kinderspiel[The children’s gameKV 598 = No. 30) and,
today untraceable, Laurenz Lauschls( Luise die Briefe
ihres ungetreuen Liebhabers verbrani€® 520 andDas

Traumbild KV 530, both probably as copies of manuscript

pages; in the present volume = No. 21 and 25);ehmining
four in periodicals An die FreuddTo joy] KV 53 = No. 1,
Die kleine SpinnerifkKV 531 = No. 26 Lied beim Auszug in
das Feld[Song while marching to the battle-fipldv 552 =
No. 27) and a Almanad.ied der FreiheifSong of freedofn

KV 506 = No. 16). One song that was printed during

Mozart's lifetime, ‘Daphne, deine Rosenwangdibaphne,
your rosy cheefKV 52 (46°), has now been shown not to

be an independent song with piano accompaniment by

Mozart (see below for more information) and hagdfwe
been excluded from this series. With the exceptioiour of
these thirteen songs (KV 476, 520, 530 and 531),avee
dependent on these printed editions as substittiteagy
sources. As far as can be ascertained by compargsdnom
the printed pages themselves, these publicationsircano
sense be regarded as correct and reliable.

" André-Verzeichnis, hand-written titl&his Thematic
Catalogue / is written by Johann Anton André / bérn
October 1775 at offenbach / died 6. April 1842 f&mbach.
/ Original Manuscript / ¢.] Zoeller. — Kept in the British
Museum, London. Gleissner Catalogue, without pidge. —
In the Musikarchiv André, Offenbach. André-Gleissne
Verzeichnis, hand-written titli@.hematisches Verzeichnifd /
Mozartscher Manuscripte. /[Adré]. — In the keeping of the
Deutsche Mozart-Gesellschaft, Augsburg. (Concertiiege
three catalogues, cf. Alfred Einstein in his restisivork for
the third edition of the Kéchel Catalogue, LeipZi§37 (=
KV?3), pp. XXXIf., and Ernst Fritz Schmideue Quellen zu
Werken Mozartsn: Mozart-Jahrbuchl 956, Salzburg, 1957,

pp. 35f.)

sSongs

After Mozart's death, the number of published son
multiplied — the growing number was in inverse dion
to their value. Of substantial significance forstieidition was
in principle only the complete edition publishedBreitkopf
& Hartel in 1799, but this must also be regarded
containing widespread errors and idiosyncrasiesa Assult
of their obvious dependence on the printed editibys
Artaria and Breitkopf & Hartel, almost all otherrlygprinted
editions lose documentary value and therefore &heir
significance for the preparation of a new edition.

Despite the generally not very favorable sourceasion, it
can be said that in the meantime, since the editjoGustav
Nottebohm of the volume of songs in the old Moz
Complete Edition (AMA) in 1877, noteworthy sourc
material has been discovered; on this basis, masgng in
the present New Mozart Edition (NMA) has received
completely new appearance compared to that inrallipus
editions. At the same time, conclusions could tzewvdrfrom
the latest research: it was possible to correctdtites and
places of composition of some songs, the obscu
surrounding nature, occasion and purpose of thestveoed
songs could be illuminated, three previously unknqeets
were identified by the volume editor, and the relgen
discovered further stanzas of eight poems couldupplied
to the songs for the first time. Not least impottdine poetic
texts themselves were subjected to a revision laadittes of
some songs were corrected. (More comprehen:
information on this and on the sources of the patetkts is
given for the individual songs in thEritischer Bericht
[Critical Report available in German only].) — In additior
the songs presented here are probably the mostletmm
collection possible of genuine Mozart songs (tied beim
Auszug in das FeJKV 552, for example, is published her
for the first time ever in an edition of Mozart gsh — The
songs not included in the edition af@ie grolmuitige
Gelassenheit[Generous eajeKV 149 (125), Geheime
Liebe[Secret loveKV 150 (125; original title of the poem:
Als er ins geheim liebte[As he loved in seciet Die
Zufriedenheit im niedrigen Stand€ontentment in humble
statiof] KV 151 (125) as well as the sonBaphne, deine
RosenwangeKV 52 (46), since it has recently been prove
that the first three of these songs are not by Yémif
Mozart, but by his father Leopold, and that the$iption
of the aria No. 11 fronBastien und BastienngMeiner
Liebsten schone Wanden[*My beloved’'s beautiful
cheeky) as a song with piano accompaniment (KV 52)46
with its new text (Daphne, deine Rosenwanggerhad
nothing to do with Mozart and can no longer be @esTed
to be an independent song with piano accompanifnent.

8 E. A. Ballin,Zu Mozarts Liedschaffen. Die Lieder KV 149
bis 151, KV 52 und Leopold Mozair: Acta Mozartiana8
(1961), pp. 18-24; with a facsimile of Leopold Mdza
autograph of the song KV 150 (25
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The main corpus of the present volume includes tet@p

songs by Mozart with accompaniment by a keyboard

instrument (harpsichord, piano, organ) or manddline

1. An die FreudeKV 53
(43) 1768,

*November, Vienna

2. “Wie ungliicklich bin ich
nit” KV 147 (125)

*1772, Salzburg

sSongs

506

17. Two German sacredtSpring 1787, Prague (g

songs KV 343 (339

a) “O Gotteslamrh [“Oh
Lamb of God

b) “Als aus Agypten
[* When out of Egyfit

=

Vienna?)

3. Lobgesang auf di
feierliche JohannislogeKV
148 (125%)

2*1772, not earlier, Salzburg

4. “Oiseaux, si tous les dhs
[“Ye birds, if every yedr
KV 307 (284)

5. "Dans un bois solitaire
[“In a solitary wood KV

308 (295)

5 *between 30 October 177
and 13/14 March 177§
Mannheim

6. Die Zufriedenhei{Miller)
KV 349 (367):

1st version: with mandolin
accompaniment
2nd version:
accompaniment

with  pianc

c*petween 8 Nov. 1780 an
the middle of March 1781

D Munich
2

*between 8 November 178

—

7. “Komm, liebe Zither

komni [*Come, dearestand the middle of Marc
zither, comyd KV 351 | 1781, Munich

(367)

8. “Verdankt sei es dem*between August 1781 an
Glanz der Grol3en| May 1782, Vienna

[* Thanks be to the splendo
of the gredi] KV 392 (340
9. “Sei du mein Tro%t
[*May you be my comfdit
KV 391 (340)

10. “Ich wird' auf meinen
Pfad [*On my way I
would] KV 390 (340)

ur

11. Lied zur Gesellenreis
KV 468

edated 26 March 1785
Vienna

12. Der Zauberer KV
47213. Die Zufriedenheit
(WeilRe) KV 47314. Die
betrogene WelkV 474

dated 7 May 1785, Vienna

15.Das VeilcherKV 476

dated 8 June 1785, Vienna

16. Lied der Freiheit KV

*end of 1785, Vienna

° As in the AMA in 1877, in
mandoline accompaniment
piano accompaniment; this

the NMA the songs with
are included with the sarits
is because one of than349

(367, also exists with a piano accompaniment and toexe
had to be placed here. — Some of the dates anelsptdic
composition have recently been discovered andiaes gn
the following index. An asterisk at the beginnirfgagiece
of information indicates that only an approximastedof

composition can be given o

n the basis of externadternal

evidence or biographical facts.

18. Die Alte [*The old
womar] KV 517

dated 18 May 1787, Vienna

19. Die
[* Veiled in silencd KV 518

Verschweigung dated 20 May 1787, Vienng

20. Das Lied der Trennun
KV 519

ydated 23 May 1787, Vienna

21.Als Luise die Briefe ihre
ungetreuen
verbrannteKV 520

Liebhabers

sdated 26 May 1787, Vienng

22. Abendempfindung a
Laura KV 52323.An Chloe
KV 524

ndated 24 June 1787, Vienna

24. Des kleinen Friedrichs dated 6 November

Geburtstag [“Little
Frederick’'s Birthday] KV
529 25.

Das TraumbildKV 530

1787,
Prague

26. Die kleine SpinnerirkV
531

dated 11 December 178J7,
Vienna

27.Lied beim Auszug in dgsdated 11 August

FeldKV 552

1788,
Vienna

28. Sehnsucht nach de
FrahlingeKV 596

29.Der FruhlingKV 597
30.Das KinderspieKV 598

mdated 14 January 179(,
Vienna

The Appendix of this volume contains the followin

pieces:

1. “Ridente la calma[" The
smiling calni] KV 152

(210) = aria (Canzonetta)or Munich

with
accompaniment,

piano

*betweeen 1772 and 177
Salzburg or Italy or Vienn

0T

9We are not able to concu
(W.-A. Mozartll, page 263)

r with Wyzewa and Saimmt-Fo
Einstein (KY in their doubts

about the authenticity of this arietta, which tleaypress

without offering convincing
transmitted only with a pian

grounds. This arietta,
0 accompaniment whicinany

places suggests a piano reduction, was howevesrding to
the reference in Cahier V of the 1799 Breitkopf é&rtél
Edition catalogue, printed from the autograph acdpy.
Constanze mentioned the arietta in her letter df&&ruary
1799 to Breitkopf & Hartel and had apparently dérsg
piece to the publishers on 25 March in the same jtea
probably also belongs to th&6 songsreferred to when
Constanze had talémand their returhfrom Breitkopf in a
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2. “Ah! spiegarti, oh Did | *first half of June, 1783
KV 178 (12%417) = Vienna

interpolated operatic aria
with accompaniment extant
only as a piano reductidn.

3. “Einsam bin ich, meine*1785, Vienna
Liebe¢ KV Appendix 26
(475) = song fragment

*end of December
Vienna

4. Gibraltar, “O Calpe! dir
donnert's am Fufle KV
Appendix 25 (389 = sketch
fragment for what was
obviously planned as an
accompagnato-like vocal
piece for one voice (an
choir?)  with  orchestral
accompaniment.

1782,

5. Two German sacred songs KV 343 (336 early printed
versions of the church hymnaleder zur 6ffentlichen und
hauslichen AndacHt..] (Songs for devotion in public and at
home]...]), 5th, enlarged edition, Prague, 1805.

6. Two Masonic poems by Gottlieb Leon $¢L786  or
by Mozart but today untraceable (see Xy. | later, up to
605, ‘footnoté to KV 483). 1790,

a. Zur Eroéfnung[!] der MeisterlogegFor the| Vienna
Opening of the Master Lodge] s Todes
Werk, der Faulni? Grauén[* The Works o
Death, the Horror of Corruptioij)

b. Zum Schlu? der Meisterarbe[On the
Completion of the Masterpielc€ Vollbracht
ist die Arbeit der Meistér[“ Accomplished is
the Work of the Mast§)

7. Additional stanzas or new texts, circulated amo
exclusively as single numbers after 1799, for thegs KV
392 (340), 391 (346), 390 (340), 468, 519, 529 and 531.

8. Transcriptions of the French songs KV 307 {p&#d 308
(288" and the ltalian arietta KV 152 (230in general
circulation after 1799. — (Not considered were Garm
poetic texts additionally underlaid in some eadjtiens and
French transcriptions printed alongside German sextg.)

Regarding further songs, untraceable or of doubtful
authenticity — such as tiwiegenliedCradle sonj KV 350
(Appendix 28% and the so-calleBBundeslied [Alliance
sond, today the official Austrian Federal Hymm.&Rt uns
mit geschlung'nen Handeéf Let us with joined handgs(the
later underlaid text: Bruder, reicht die Hand zum Buride

letter of 30 November 1799 (d¥lozart-Jahrbuch 1) 1929,
pp. 163 and 167).

I A duplicate printing of this piece is in NMA, Sesill,
Work Group 7.
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[“ Brothers, join your hands in alliangg KV 623, Appendix
— as well as songs purporting to be by Mozart aopes in
Mozart's own hand (until now unknown to Mozart sars)
of two Scottish songs, information is given in etischer
Bericht

The Editing Process

For the editing of the musical text, the consubtatiof
primary sources naturally had priority as a mattdr
principle. Wherever there were pressing reasonstlier
occasional selection of a reading from a secondatyce,
this is always noted and explained in Kwtischer Bericht
Changes and additions by analogy have been magevihl
the greatest restraint and caution, particularlgseht could
be a question of specific expressive intentionshenpart of
the composer at what are only similar parallel pgss. Here
it is appropriate to go into detail regarding soimdividual
questions concerning the editorial procedure ¢
performance practice. — The notation Mozart likethg for
chords, particularly for accompanying chords and-hete
chords, in which each note receives a separate bsybeen
tacitly replaced in the NMA by single stems in ta@sises in
which it can be fairly safely assumed that therencs
intention of fixing the voice-leading strictly. — Mgre the
number of parts is reduced within a freely polygbor
structure, rests have occasionally been set inlgmiat to
clarify the visual appearance of the printed pagmal
measures notated in the autograph with wrong nabeeg
have however been left in this edition in the aradiform,
i.e. without being evened out by the correctiveitaald or
elimination of rests; the original values in thediiridual
staves were doubtless harmonised with each other
Fermatas in their original sense of indicatingfihel note of
a piecé’ were placed at the end of a song if present in
exemplar. — Abbreviations used by Mozart, suchiggrd
repeats (/) and tremolo basses in short form {e.§V 520
and 148/12% have been written out without comment in t
edition. — The practice in some autographs and gaitted
editions of placing the same dynamic indicationseach
individual staff has been copied wherever it hafpsnark
the voices clearly when these enter successivelyha
separate staves; in all other cases, dynamic naaekalways
set only in the middle between the piano stavds. setting
beams and slurs, the principle of this editiomigdilow the
originals faithfully; where there is a problem wgturs — it is
well known that these were often set hurriedly,omectly
and inconsistently — th&ritischer Berichtsupplies details
and the reasoning behind the selected reading.siatic
phrasing marks in the songs edited from autogramie set
precisely following these originals, with editoriatiditions
made only on the basis of the strictest analodassongs

12 Regarding the use of the fermata to mark the fio, cf.
J. J. QuantNersuch3/1789, Chapter V, § 27, lines 5-3
from the end.
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not edited from autographs, the procedure wasahmee sbut
generally without additions based on analogy.

It is difficult to decide whether Mozart was delibtely
seeking to indicate different expressive aims witie
different staccato marks dot and dash and witthallvarious
intermediate forms as encountered in the manusc(gtd
printed editions), and whether the different stémca
indications should be rendered differently or umifty in
this edition. Although there has been no unity pfn@n
amongst authors dealing with this question in gwnt past,
and even if some of these authors offer good reagmma
uniform rendering of these staccato markhe musical text
of the present volume &ongs following the practice in the
other volumes of the NMA, renders these marks ffemint
forms and tries to suggest appropriate interpaatfor the
intermediate forms appearing in the autographs ather
manuscripts. To enable the wuser to verify these
interpretations, every ambiguous reading is listedthe
Kritischer Bericht

Suggestions for the performance of grace notedtandther
ornaments as well as for appoggiaturas have bewmrded
either as musical examples or rhythmical valuesnmall
print above the main staff system of the musicat & all
places where there could be a tendency to adoptraneous
practical interpretation. In addition, the notatiai the
appoggiaturas in the most important sources far ¢kdition
has been reproduced in all significant cases, sb tine
choice of notation and the suggested performancebea
verified. All performance suggestions are based on
contemporary treatises, particularly on Leopold &z
Versuch einer griindlichen Violinschuf#1756 and’/1787),
and additionally on the preface to G. Ph. Telemann’
Harmonischer Gottes-Diengt..] (1725), G. Tartini'sTraité

13 Cf. on this questiorDie Bedeutung der Zeichen Keil,
Strich and Punkt bei Mozart. Finf Losungen einer
Preisfrage edited at the behest of the Gesellschaft fur
Musikforschung by Hans Albrecht, Kassel-Basle—Lando
1957. — Here the dualistic view is represented byahd
Jonas, Hermann Keller, Alfred Kreutz and Hubert
Unverricht, the monistic by Ewald Zimmermann (thtédr,
critically summarised, also ilDas Mozart-
Preisausschreiben der Gesellschaft fir Musikforaghin:
Festschrift Schmidt-Gérg zum 60. Geburtstagnn, 1957,
pp. 400-408). Cf. finally the particularly instrivet
representation by Paul MieBie Artikulationszeichen Strich
und Punkt bei Wolfgang Amadeus MozariDie
Musikforschungll1 (1958), pp. 428-455, where he argues
convincingly that Mozart’s varying indications dfscato as
dot and dash, with all intermediate forms, dependsly on
the *writing factor’ or the “expression factdr and that
Mozart therefore did not intend any interpretationgances
to be read into the written form or left such dewis to the
stylistic sense of the performer.
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des agréments de la musig(e 1754/1771), P. F. Tosi - J
F. Agricola’s Anleitung zur SingkungtLl757), J. J. Quantz
Versuch einer Anweisung die Flbte traversiere zielsp

(/1752 and¥/1789) and C. Ph. E. Bach\ersuch (iber die
wahre Art, das Clavier zu spiele(l759-2/1762). The
directions given in these treatises for the per&oroe of
appoggiaturas and other ornaments can be regarde
obligatory and often depart — as we wish to emsledsere —
substantially from those (more than occasionaligrezous!)

we are accustomed to hearing in today’'s performa
practice regarding Mozart’ works. — The treatmehtthe

ornaments in the present volume requires some iandit
explanation. It is particularly important to pomit Leopold

Mozart's directions for the interpretation of the-called

“lange Vorschlage[" long appoggiatura§. Leopold Mozart

describes them in Paragraph 3 of the 9th Chaptehnisof
Violinschule as follows: 1f the appoggiatura precedes :
quarter, eighth or sixteenth-note, it is then abitgaa long

appoggiatura; but it has only half the value of thete

coming after it. One therefore holds the appoggettor

half the time of the note; afterwards, one joins tiext note
on very gently. What the note loses is gained ky

appoggiatura. Here are examples:

q 2

played thus:

According to this, the long appogglatura has eivety
become the main note, occupying half the time; rifgn
note itself has the same length and is treatedy” gently,
that is, with a falling-off in volume — in C. Ph.. Bach,
Versuch |, Chapter Il, 2, 8§ 7, termedAbzug [* pull-off,
reductiorf] — and slurred (e.g. inWie ungltcklich bin ich
nit” KV 147/125, measures 1, 10 and 1die Zufriedenheit
[Miller] KV 349/367%, measures 9, also 4Sé&i du mein
Trost KV 391/34F°, measures 3, 4, 7 and 12; thied zur
GesellenreiseKV 468, measure 22Das VeilchenKV 476,
measure 10;Sehnsucht nach dem Frihling€V 596,
measure 15Der Frihling KV 597, measure 12). In order t
give the long appoggiatura the length it requiress even
permissible in some cases to ignore a rest follgwlie main
note; Leopold Mozart writes in higersuch 1X, § 5: "And
sometimes a short or even a long rest is placedevhee
should still be hearing the note. And if this isaersight on
the part of the composer, the violinist has to theéhe more
clever and hold the note as long as the followintgritself,
only changing to the main note where the rest shoegin.
E.g.

“One should write it thus, and also play it thug.”
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Similar views are found in Tosi-Agricol&nleitung pp. 61—
62, and in C. Ph. E. Bach\ersuch Part I, Chapter II, 2, §
12 (e.g. in Ah! spiegarti, oh Did KV 178/125/417,
measure 36, here at the same time correspondingeto
cadences in measures 13, 27, 31 and elsewherejrent of
a dotted note, the appoggiatura should receiveyrdeg to
Leopold Mozart'sVersuch IX, 8§ 4, the significance and
value of a fong’ appoggiatura: With dotted notes, one
holds the appoggiatura as long as the npt@hout dot]is;
instead of the dot, one then moves to the pitcltated by
the note, but playing it as if it were dotted: tore[...] plays
the last note so late th#t..] the next note is heard almost
immediately adjoiningE.g.

It is written thus.

Itis played thu3.

(Cf. Tosi-Agricola, Anleitung pp. 61-62, and in C. Ph. E.
Bach’sVersuchthe last two examples in Tab. Ill, Fig. VI, for
Part I, Chapter Il, 2, 8§ 11.) The strong profilek tbe
resulting rhythmic declamation are to be foundnsigantly,
predominantly in songs on which Mozart is aiming at
pathos’ (e.g. ‘Sei du mein Tros&KV 391/340°, measure 1;
“Ich wurd' auf meinem PfakV 390/34C, measure 1Das
Lied der TrennundV 519, measures 5, 31, 48, 50, 28s
Luise die Briefe [...] KV 520, measure 19;
Abendempfindung an LauddV 523, measures 58, 72 and
83; Der Frihling KV 597, measures 4 and 8, before the
dotted eighth-notes) or for emphatic accentuation o
individual words in his Masonic songkopgesang auf die
feierliche Johannislog&kV 148/125, measure 6Lied zur
GesellenreiseKV 468, measure 21). In the soriDas
Veilchen KV 476, measures 9 and 11, the stronger
rhythmical profile of the declamation throws the rmo
concrete terms Wiesé [*meadow] and “unbekanrit
[*unknowri] into relief against the more subjective idea
“gebickt in sich[“ bent in on itsel], which is expressed in
both suitably sensitive symbolism and motif by neah a
“long’ appoggiatura (see above). — In one special case i
seems appropriate to further decorate the orighialple
grace note withd couple of rapid little notes which one can
attach to the end of the main notéhese embellishments,
called ‘Nachschlage[" after-beat§] and “Zwischenschlade
[“in-between-beatys by Leopold Mozart Versuch IX, §
28), have the aim oféehlivening the performance of slow
piece$; in the instrumental conclusion of the somje
betrogene WelKV 474, these are perhaps a more suitable

* On the classification of Mozart’s songs, cf. E.Ballin,
Die Klavierlieder Mozartsdissertation, Bonn, 1943, leaves
138-267.
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means, in the style of Leopold Mozart's examp

of preserving the humorously playfu
character of the recurrent rhyme and of the instntad

conclusion all the way to the end of the piece ttinsingle
sixteenth-note interpretation of the ornament psegoin

some more recent editions. In connection with thestjons
associated with appoggiaturas, it is worthwhile irelimg

oneself here of an interpretational possibility aedtn
completely forgotten in today’s vocal practice doghe lack
of musical and stylistic sensibility on the part sihgers:
where two notes are written at the same pitch toyca

feminine word or word-ending, particularly follovgra note
a third higher, the first of the notes can be canshng,
despite the notation, a note higher than the secasmdvas
clearly formulated by Telemann for exampletn “the

following, the singers should take care that they ribt

always sing as the notes are written, but now agdira
make use of a so-called accdne. appoggiatura]lf the

cadences in the recitatives of the first pideethe first

cantata in the Harmonischer Gottes-Dieriegk like this

one sings them approximately as in the lower staff:

== i
‘(ILKW 1 ) SN § ) S ™S T | - g
) 1 ; 1= ¥ ==
so singet man etwa solchergestalt:

i
==
=t

(Harmonischer Gottes-Dienét..], 2nd page of the preface
the common appoggiaturas in measures 1, 2, 5 aidhée
example). The significance of the appoggiaturabgiaus:
the tone played one step above the main tonedaded to
draw attention to, i.e. emphasise, the accent om
penultimate syllable of a word with a feminine ergliand it
is indicative of this that the appoggiatura waslechl
“accentd by Giambattista ManciniKiflessione pratiche sul
canto figuratgo Milan, 1777) and dccentd by Telemann
(see above) In Mozart’s songs, the obligation to use tt

!> On the question of the appoggiatura in particalar
including Giambattista Mancini'satcentd — one can
expressly recommend the study of L. F. Tagliavini's
comprehensive remarks in tRerewordof the volume
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appoggiatura in performance applies particularly aib
recitatives or passages in recitative style, sughnaDas
VeilchenKV 476, measure 62Dans un bois solitaireKV
308 (298), measure 35Abendempfindung an LaurkV
523, measure 37, anfin ChloeKV 524, measure 42. In
performingDas VeilcherKV 476, one form of appoggiatura
alone is permissible in measure 62. Because ofieastand
artistic considerations — Mozart style! — and bseaaf the
nature of the motifs — in the song, the constaesgmce of
appoggiatura effects in the melodic writing chagastng the
Violet as opposed to the syllabic setting without
appoggiatura effects for the words of the Shephssrdeonly
the appoggiatura (b'—a’) is correct and admissiMbether
one would choose, in measure 39Adfendempfindung an
Laura and in measure 44 &&n Chloe to extend the first
note to form an appoggiatura in the sense of acalgiyme
and at the cost of the following rest (quarter-safe-g', or

in An Chloe b~ &), a legitimate procedure according to
Telemann and others (see measures 3 and 4 in dmepéx
above), has to be decided as a matter of musiste.té&
descending appoggiatura where the main note ioapped
from below — cf. in measures 6 and 7 of the exaraplw/e —

is appropriate in measure 16 of the ség Luise die Briefe
[...] KV 520, despite the resulting dissonance, ideorto
satisfy the need for a musical rhyme and to avolthtw
would be a extremely pedestrian conclusion with tvates

at the same pitch {ad”) contradicting the tense atmosphere
created by the pathos of this song. In measurefS5Dag
Veilchen however, an appoggiatura (g"-f") in a similar
context, as suggested for example in the editionEby
Reichert for the Osterreichischer Bundesverlagnaaibe
regarded as suitable: while this passage does dndee
represent a strongly intensified affect and expoes®f
horror, this is somewhat pent-up, so that the agiadgra is
less in keeping with the psychological situatiorf-eminine
musical endings on notes written at the same [itibbwing

a note a third above and a subsequent descending {e.g.

in the sonddas Lied der TrennunfV 519, measures 29/30
and again similarly in measures 54/55, and in
Abendempfindung an Laur&V 523, measures 14/15),
should likewise be realised as an appoggiatura ifcf.

Ascanio in Albdn the NMA (Series Il, Work Group 5,
Volume 5, pp. X=XII) as well as the essay by B.
Paumgartneryon der sogenannten “Appoggiatur” in der
alteren Gesangsmusik and der Notwendigkeit ihrer
Anwendung in der heutigen Auffihrungspraixis
MusikerziehungVienna, 4 (1950/1951), pp. 229-237. — H.
J. Moser commentdf‘there is a continued spreading of the
deleterious practice of today’s theatrical musicedtors in
which Mozart and Webdr..] are performed without these
appoggiaturas, this can not be sharply enough coma

as an ignorance which has nothing to do with 'éedénce of
taste' — it is simply desecration of heritdg@. Noé and H.
J. Moser,Technik der deutschen GesangskuBstlin and
Leipzig, 1921, p. 143).
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Telemann's example, measures 78y The commonly
encountered notation of the period in which an ggpaiura
was indicated by a preceding additional grace-oot step
higher does not alter the significance of the dpson

above of performance with only two notes — Josephdd

describes this realisation clearly and unambigyoosl the
occasion of hisApplaususin 1768: “[...] the manner of
singing in recitatives, e.g.

-A i 1 l

&= yﬁgE!E%

" ~quac Me - ta-mor - pho - sis st be sung thus
—e = —9 -’-\

“1 eho-sis  and not 171 ere-sis  and in this manner
in all cases’’

This applies to the Mozart song®iseaux, si tous les ahs
KV 307 (284), measures 15 and 1Ritlente la calniakV
152 (2106), measure 33 (here additionally because of
musical rhyme) and for most of the copies and eadind
later printed versions of the sor2ps VeilchenKV 476,
measure 34 (here in contrast to the autograph hichathe
appoggiatura is notated without the additional gracte!). —
The turns on the note #n ChloeKV 524, measures 2, 3, 7
and 71 are to be performed tre beat (cf. C. Ph. E. Bact
Versuch I, Chapter Il, 4, 8 1 = Tab. V, Fig. L, 2nd exdep
Leopold Mozart did not describe this case); théisaton of
a turn after the note in the same song, measuaed 422, can
be seen in Leopold Mozart'¥ersuch only in the 3rd
edition, Chapter IX, § 28. In the “happy” so&ghnsucht
nach dem FrihlingeKV 596, measures 18 und 1€
performing the (written-out) turns before the bisgustified
by Quantz'Versuch VIII, § 14,: “[...] the Doublé or turn
[...] which are customary in the French style in ordeplay
a piece brilliantly”

Following these questions regarding ornaments irzaviis
songs, it is appropriate to ask whether, in somethef
through-composed songs, an embellishment of tmeafier or
the use of an Eingandg [improvised bridge passage] i
called for or should be recommended at fermatagingan
open harmony or at a transition taa capelike section. It
certainly to be recommended in any case thaaddibitum
ornamentation be attempted, no matter how unobklysi
this is intended, as it would lead, in all the somdhere the
guestion is relevant, either to a weakening of palsi
climaxes (cf. in Oiseaux, si tous les dah&V 307/284,
measure 27, and Das Lied der TrennungV 519, measure

16 See also Christian Dobereiner’s representa#an,
Renaissance Alter MusiKutzing%[1962], p. 59-60, with
the instructive example of the bass recitative fthmfinal
movement of Beethoven’s Ninth Symphony!

" Quoted from C. F. Pohloseph Haydrvolume 2,
Leipzig, 1928 (= unchanged reprint of the first negsion),
p. 42; the examples there are notated a third highibout
clefs.
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53) or to turning a characteristic motif into a @unusical
game of opera-like conventionality (cf. ilDans un bois
solitaire’ KV 308/295°, measure 57) or to an inappropriate
shifting of the emphasis in a musical and therefals
textual sense (cf. ihn ChloeKV 524, measures 27/28). —
Editorial additions for practical realisation wenecessary
for the thorough-bass sonds die FreudeKV 53 (4?;2),
Lobgesang auf die feierliche Johannislog¥ 148 (12

and the two German sacred songs KV 343 (326 well as
for what was obviously only a sketch-like notatiam
Mozart's hand of the right-hand part in the acconipent
of the songdie Alte KV 517 andDie VerschweigundV
518! Editorial additions, distinguished by small prattby
notation on small staves, were made only with treaigst
restraint. For the early songs KV 53 and 148, bHwaugh-
bass was realised as far as possible following ntloglel
provided by the songWie ungliicklich bin ich ritkV 147

(125°), which in its construction is nothing less than a

thorough-bass song realised, perhaps because of
complicated harmonic progressions, by Mozart hifriSel
For the realisation of the two sacred songs KV @&%), it
appeared wise, in view of their intended use agsdor the
congregation, to seek the simplest solution — doitontrast
to the complicated realisation of the accompanisienp
doubt due to the complicated figuring, in the egrtinted
edition in Prague, 1805 and also in contrast tard¢iadisation
of the thorough-bass part in the edition of Mozasibngs by
Ernst Reichert, published by the
Bundesverlag, which cannot be approved of in ahitieof
style. While a three-voice setting was preferredieaible
approach to the number of voices was — not leasiuse of
the close proximity of the original voices in sopassages —
unavoidable. The series of first-inversion chomts,typical
of Mozart, were left, as far as possible, in thpire form. —
In the Masonic songlLobgesang auf die feierliche
JohannislogeKV 148 (12%), the word Ja’, a free textual
addition by Mozart himself, introduces a duplicatie the
concluding section; here the indicatioBdra’ is an editorial

18 Alfred HeuR Mozart als Meister des Archaisiereris:
Zeitschrift fir Musikwissenschdft 1926, p. 566-567) is
probably wrong in seeing in the song KV 5Diq Alte) “the
clear contours of a thorough-bass sbmghose bass-line has
“nothing to do with harmonic voice-leadingnd is

“invented as a genuinely independent counterpoiat #se
height of the thorough-bass perfatikewise in short form

in Ulibischew-Schraishuoozart's LebenStuttgart, 1847,
Teil 3, p. 332, and Ulibischew-Ganttdpzart's Leben und
Werke Stuttgar€/1864, Volume 4, p. 254; later in the same
vein in R. HaasWolfgang Amadeus Mozafotsdant/1933
and?/1950, in both editions on p. 149, and also in E.
Valentin,Mozarts geistige Personlichkeit. Die Auswabhl
seiner Liedertextdan: Musik im Unterricht47 [1956], p. 5).

19 According to R. Haas, (op. cit., only in the eafiti/1933,

p. 149) KV 148 (129 is a thorough-bass song, while KV
147 (125) on the other hand is not.

Osterreichischer
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addition and is marked as such, since the praofitiee time
in the Masonic Lodges was that the repeat of thst
principal musical idea, marked by this addéd’; should be
sung chorally in unison up to the point where tbl® soice
entered agaiff.

The texts of the songs were underlaid in accordaritethe
readings in the literary sources known to have hessa, or
almost certainly used, by Mozart. In pursuit ofstliim, it
was necessary to examine all books with literargteats
found in Mozart's estate (collections of poems, eltas and
anecdotes, novels, texts of plays and operas, rehikl
books, almanacs and so forth). A further step waimpare
the readings of the song texts in the autographiregdrly
copies and printed versions of the songs with alilable
literary editions published up to the date of cosifon of
the song in question, so that conclusions couldditzavn
regarding the literary source used by Mozart ont t
occasiorf’ Details of divergences between the versions
the poems found in the earliest musical source ted
identified literary sources are summarised in tabédrm in
the Kritischer Bericht here the reading adopted for underl:
in the NMA is printed in normal (=upright) type apposed
to the italics otherwise used in the table. — Teatiants
taken from later readings authenticated by theth@uare
occasionally suggested in this volume in italicewb the
underlaid text wherever they appear more sensilg (n
Das Veilchen Goethe [Mozart] 1775 [1785]:uhd sank,
Goethe 1806:¢s sank or if they offer — subject always tc
being documented in a source — a more singabléovefsr
practical purposes (e.g. inDans un bois solitairg in
Monet, 1765,: fais jaurois d{ in Breitkopf & Hartel as
the earlist musical source, 1799,mdis je devois or,
modernised, rhais je devaly. — In strophic songs, following
Mozart's practice, we have always underlaid onlye o
strophe; the further strophes are printed followitige
musical text. In strophic songs in which Mozarteftigwo
strophes of the poem together to form one musitaplise
(Die ZufriedenheifWeilRe] KV 473,Des kleinen Friedrichs
GeburtstagKV 529, Die kleine SpinnerinKV 531, Lied
beim Auszug in das FeldV 552, Sehnsucht nach der
Frahlinge KV 596), the beginning of the second strophe
the poem is marked (within the musical strophe) ay
preceding strophe number “2.”; the further stroppested

20 cf. E. A. Ballin,Der Dichter von Mozarts Freimaurerlied
“O heiliges Band” und das erste erhaltene deutsche
FreimaurerliederbuchTutzing, 1960, p. 24-25 and 77-78,
footnote 104.

%I This procedure, used here in song studies fofirtetime
as far as we know, resulted in several divergefroes the
sources of poems named by E. ValentirMiozart und die
Dichtung seiner Zejin: Neues Mozart-Jahrbuch (1941),
pp. 79-113, ibid. on pages 109-110. He obviouslydcoot
have had, in a number of cases at least, the surce
physically in front of him.
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adjacently begin then with the correct number “Bf'.the
completely or partially through-composed songs inich
only parts of the poem have been sBlag Lied der
TrennungKV 519, An ChloeKV 524, “Ah! spiegarti, oh
Dio” KV 178 (125/417) and Gibraltar KV Appendix 25

(386"), the unset parts of the poem have been printed a

well, as it is of particular interest in assessiigzart as a
song composer to observe also what he chose rastic-
All word forms in German and other languages hagenb
modernised without comment (including the word egdiin
old French in KV 307/284and 308/29%; the orthography
and punctuation have likewise been adjusted toaromfvith
modern practice. (The procedure originally envisbges to
set the punctuation in the non-autograph songdl inases
according to the literary source used by Mozart, this
proved unsuitable for practical reasons: a reprigiiof the
punctuation used in Mozart’s sources would havette@
confusing appearance of the text in the editiore $burces
displayed obviously inadvertent omissions,
abundance of punctuation which would today be @gmhias
misleading or even downright
inconsistencies in the punctuation of parallel pgss.)
Divergent punctuation in songs for which an autpbras
extant is reported in thiéritischer Bericht In certain cases,
punctuation diverging from the literary source aindm
modern practice reflects aspects of the musicéihgetf the
song — this can be the mutation of a comma intenaicolon
or full stop after a full cadences or the reversecess of
substituting a comma or semicolon for a full stopeve the
musical thought is left open. As for all intervemis in the
literary text, such cases are noted as part ofdhision of
“Textlichen Quellehwithin the Kritischer Bericht

*

In conclusion, the volume editor has the pleasany of
thanking sincerely all those who have contributedtte
work on the present volume and the associd#tetischer
Bericht Thanks are due above all to the Chief Editorhef t
New Mozart Edition, Dr. Ernst Fritz Schmid, so sedly
taken from us, who had entrusted the volume of Savith
piano accompaniment to the present editor and haddy

done essential preparatory work on gaining access t

sources. It is then appropriate to thank the ctireelitorial
directors and equally Werner Bittinger (Kassel) dfall
Heinz Fussl (Vienna) sincerely for their untiringpport. —
For their making autographs available in these ediffit
locations, | am grateful to Julius P. Barcley (T®&nford
University Libraries of Music), Vladimir Fédorov
(Bibliotheque du Conservatoire de Musique, Parl3},
Ludwig Finscher (Musikwissenschaftliches Institidiel),
Dr. Franz Giegling (Zurich), Dr. Wolfgang Plath (g&burg)
and Lord Spencer (Althorp, Northamptonshire, GBjjlev|
am indebted for the providing of source materiay f
valuable information and advice to E. Ansell (Umgity
Library, Cambridge), Dr. W. A. Bauer (Vienna), DB.

an over-

wrong, and also
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Beyer (retired Director of the German Masonic Mumseu
Bayreuth), Dr. R. Blaas (Austrian State Archivegiia),
Breitkopf & Hartel (Wiesbaden), Dr. A. Buchner (Iatal
Museum, Prague), Prof. Dr. V. Burr (Director of tt
University Library, Bonn), Dr. G. Croll
(Musikwissenschatftliches Institut, Mdunster, West@ha
Germany), Prof. Dr. O. E. Deutsch (Vienna), Dr.Hk/ers
(Berlin), V. Fédorov (Bibliotheque du Conservatoide
Musique, Paris), Prof. Dr. W. Fischer (Innsbruch,
Flothuis (Amsterdam), J. P. Gibb (National Centidlrary,
London), Dr. Fr. Grasberger (Austrian National ity
Vienna), Dr. H. Halm (Bavarian State Library, MumjcDr.
A. Henseler (Bonn), Dr.h.c. A. van Hoboken (Ascor
Switzerland), A. H. King (British Museum, Londomly. K.-
H. Kohler (German State Library, Berlin), Dr. H. dUs
(Gesellschaft der Musikfreunde in Vienna), F. Lest
(Bibliotheque Nationale, Paris), W. Lichtenwangkib(ary
of Congress, Washington), James D. McMillan (Longo
Dr. A. Mitringer (State Library, Vienna), Prof. DP. Nettl
(Bloomington, Indiana), President Counsellor Piof. L.
Nowak (Austrian National Library, Vienna), Prof..r. A.
Orel (Vienna), C. F. Peters (Frankfurt-on-Main)oDr. K.
Pfannhauser (Vienna), H. Ramge (West German Libr
Marburg), Prof. Dr. G. Rech (International Foundati
Mozarteum, Salzburg), Dr. S. Rinman (Royal Librar
Stockholm), DDr. FIl. Roéhrig (Canonical Foundatic
Klosterneuburg, by Vienna), H. Schneider (Tutzingy,
Schonartz (Diocesan Library, Cologne), J. Vécsestitval
Library Széchényi, Budapest), Mrs. A. P. Vlasto s
College Library, Cambridge), Miss L. Weinhold (Répé&e
International des Sources Musicales, German wodkigr
Munich), Dr. A. Weinmann (Vienna), Dr. A. Wilheln
(Bottmingen, Switzerland) and Mrs. P. J. WilletBri{ish
Museum, London, Department of manuscripts). — 3$e1c
thanks are finally to the staff of the Universitybtary,
Bonn, particularly to the director of inter-librakgnding, H.
Schinemann, Dipl. Libr.

Ernst August Ballin Bonn, Spring, 1963

Addendum, 1987

The autographs of the numbers 8, 9, 12—-14, 18ndP48 in
the main body of this edition, originally in thepasitory of
the former Prussian State Library and missing dféd5, are
today in the Biblioteka Jagiellska, Krakow and have bee
generally accessible since 1979/80. The correspgne
references in thé&oreword in the facsimile legend on p
XVIII and in the Kritischer Bericht must therefore be
changed.

For the revision of these eight songs for the fdition of
this volume, published in 1963, the following wasitable:
notes made by the present volume editor from
examination of the autographs before they weresteared
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for safe keeping as well as individual photocopasd
facsimiles (cf.Foreword p. VII). Some very minor changes
in the music text based on the re-discovered aapbgr have
been reserved for systematic reasons for the NMAeSe
X/31: Addend#? The changes involved can at least be
mentioned in this Addendum:

Only a small part of the piano accompaniment of Ni)Die
VerschweigungKV 518, is by Mozart himself; he notated
only:

m. 1 (with upbeat) to m. 2 (including the quartetenc) in
the left hand,

m. 8 (possibly only from the 2nd eighth-note) to 9n(5th
eighth-note) in the right hand,

mm. 18 and 19 in both hands.

The rest of the music text, printed in the NMA ormal, i.e.
large, print was added to Mozart's autograph byadoh
Anton André.

The autograph of No. 21Als Luise die Briefe ihres
ungetreuen Liebhabers verbranrk®/ 520, once owned by
Lord Spencer (Althorp, Northamptonshire, Great d@nit cf.
Kritischer Bericht p. 134) is today in the possession of Mr.
Janez Mercun (Geneva). Items formerly in the Bthkgue
du Conservatoire National de Musique (with the Malte
Collection) are today in the Bibliotheque NationaRaris,
Département de la Musique; this applies to No. R&s
TraumbildKV 530, i.e. the facsimile legend on p. XIX of the
music volume and the description of the source mnlp2f.
of theKritischer Berichtmust be changed accordingly.

Appendix, No. 2 Ah! spiegarti, oh Dit, m. 61, vocal part:
In his autograph notation of the vocal part (c& fhcsimile
on p. XX of the music volume), Mozart quite obvilyus
made a writing error in notating the second notaresighth-
note d". This version found its way into the fiestition of
this volume (and also into the reprint in thaas Volume 3
of the NMA 11/7, although the correction is noted ihe
sectionBerichtigungen zum Notenbar@orrections to the
Music Volume] on p. 190 of thKritischer Berichy; for the
edition®/1987, the d" was changed to the better and obytai
intended e" and the appoggiatura from source Bptetely
removed (cf. on this thkritischer Bericht pp. 173, 174 and
190).

The Kritischer Bericht(p. 190 and also p. 67) envisages a
change in the title of No. 3 toAuf die feierliche
Johannislogé [* To the solemn Johannis Lodfestead of
“Lobgesang auf die feierliche Johannislbgg Song in
praise of the solemn Johannis LotlgeThis change was

22 All type setting and printing errors in the fiesdition of
this volume were corrected for the second editohd87.

sSongs

incorporated in the list of Contents, in the fadknegend
on p. XVII and in the music text (p. 4), but forckaical
reasons not in the main text of thereword(pp. VIIf.). The
following work by the editor of the volum&ongsin the
NMA appeared in 1984 as Volume 8 in the seriesiphéd
by the International Foundation Mozarteudas Wort-Ton-
Verhéltnis in den klavierbegleiteten Liedern MogdThe
relationship of word and tone in Mozart's songshwiiano
accompanimeiiKassel etc.).

Translation: William Buchanan
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Facs. LAuf die feierliche Johannislod€v 148 (12%) = No. 3: autograph in the International Mozartifidation, Salzburg; cf. pages 4-5
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Facs. 2Der ZauberelKV 472 (complete) = No. 12 aridie Zufriedenhei{Christian Felix Weil3e) KV 473 (beginning) = N@&: Jautograph previously in
the repository of the Prussian State Library inliB€then untraceable — but sAddendun cf. pages 20-21 and page 22, measures 1-9.
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Facs. 3 + 4Das TraumbildKV 530 = No. 25: autograph in the BibliothéqueGonservatoire de Musique, Paris, signatdee 231(Malherbe Collection);
cf. pages 52-53.
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Facs. 5. Ah! spiegarti, oh DibKV 178 (125‘/4178) = Appendix, No. 2: autograph of the vocal partia Memorial Library of Music, Stanford University
USA, cf. pages 68-71.




